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.$7+(5,1(0$16),(/'¶S ANIMAL AESTHETICS 
Derek Ryan 
In a letter to John Middleton Murry, sent on 25 November 1919 from Ospedaletti, 
Katherine Mansfield responds critically to 6\GQH\:DWHUORZ¶V OHDGDUWLFOHLQWKDWZHHN¶V
Athenaeum, which marked WKHFHQWHQDU\RI*HRUJH(OLRW¶VELUWK 
I dont [sic] think S. W. [Sydney Waterlow] brought it off with George Eliot. 
He never gets under way. The cartwheels want oiling. I think, too, he is 
ungenerous. She was a deal more than that. Her English, warm, ruddy 
quality is hardly mentioned. . . . But think of some of her pictures of 
country life²the breadth²the sense of sun lying on long barns²great 
warm kitchens at twilight when the men came home from the fields²the 
feeling of beasts horses and cows²the peculiar passion she has for 
horses (when Maggie Tullivers [sic] lover walks with her up & down the 
lane & asks her to marry, he leads his great red horse and the beast is 
foaming²it has been hard ridden and there are dark streaks of sweat on 
its flanks²the beast is the man one feels SHE feels in some queer 
inarticulate way)²Oh, I think he ought really to have been more generous. 
(118) 
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,QKLVSLHFH:DWHUORZGRHVQ¶WLJQRUH(OLRW¶V³SLFWXUHVRIFRXQWU\OLIH´HQWLUHO\%XWZKHUH
he sees Eliot DVDQ³DGPLUDEOHSDVWRUDOZULWHU´LQZKRVHERRNV³WKHKLHUDUFK\RIEHDVW
and labourer, farmer, parson and squire in their setting of quietly undulating elm-
ERUGHUHGILHOG´DUH³SUHVHUYHG. . . PRWLRQOHVVLQDNLQGRIJROGHQKD]H´
0DQVILHOG¶VUHWRUWVXJJHVWVDlivelier rHDGLQJRI(OLRW¶VKXPDQDQGQRQKXPDQILJXUHVDV
XQVHWWOLQJVXFKKLHUDUFKLHV+HUSKUDVH³WKHbeast is the man RQHIHHOV6+(IHHOV´ 
expresses a double movement whereby human and nonhuman figures have some sort 
of affinity with each other just as the reader LVLQYLWHGLQWRWKHZULWHU¶VDQLPDODIIHFWLRQV 
*LYHQWKDW:DWHUORZUHYHUWVWRHVVHQWLDOLVWODQJXDJHWRSRLQWRXW(OLRW¶VLQDELOLW\WRPDNH
DVXFFHVVRIKHU³QDWXUDOEHQW´RIWKH³H[TXLVLWHIHPLQLQHYHLQ´³WRZDUGVUHSURGXFWLRQ
rather than towards inventive FUHDWLRQ´ (1218)²she makes the mistake, we are told, of 
H[SORULQJ³WKHZRUOGRILQWHOOHFWXDODEVWUDFWLRQVZKLFKLVSURSHUO\SUHVHUYHGIRUPDOHV´²
it is unsurprising that in rebuking him Mansfield feels that ³,PXVWVWDQGXSIRUP\6(;´
(³7R-00XUU\´5 Nov. 1919, 118). There is more than a hint that this comment is 
also directed at Murry, who was then editor of the Athenaeum, for not choosing her to 
write the article RQ(OLRWGHVSLWHWKHIDFW0DQVILHOGKDGWROGKLPVKHZRXOG³ORYHWRGR
VRPHWKLQJ´ (³7R-00XUU\´2FW46).  
The passage Mansfield refers to in her letter to Murry occurs toward the end of 
(OLRW¶VQRYHOThe Mill on the Floss. When Stephen Guest, arriving in search of 
Maggie Tulliver, DSSHDUVDV³DJHQWOHPDQRQDWDOOED\ horse; and the flanks and neck 
RIWKHKRUVHZHUHVWUHDNHGEODFNZLWKIDVWULGLQJ´ (412), we find man and beast aligned 
in their sweaty urgency. )HHOLQJ³KRUULEOH´at WKHVLJKWRIWKHP0DJJLH¶VERGLO\UHVSRQVH
nonetheless seems to reverberate directly from the horse: VKH³IHOWDEHDWLQJDWKHDG
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and heart.´As she attempts to walk away after rejecting 6WHSKHQ¶VPDUULDJHSURSRVDO
her indecision and frustrated desire appear to be sensed by the horse, which ³EHJDQWR
make such spirited remonstrances against tKLVIUHTXHQWFKDQJHRIGLUHFWLRQ´6KH
is explicitly compared to an animal, both tame and wild, in a simile a few paragraphs 
later that HQFDSVXODWHVKHUHPRWLRQDOWXPXOW³+HUOLSVDQGH\HOLGVTXLYHUHGVKHRSHQHG
her eyes full on his for an instant, like a lovely wild animal timid and struggling under 
FDUHVVHV´, emphasis added). We cannot know if Mansfield would have expanded 
on the intersection of gender and animality had she written more on Eliot, but she 
clearly recognized it as an important feature of The Mill on the Floss. The novel 
frequently compares its human characters to the domesticated and farmyard animals 
surrounding them.1 It also shows Maggie¶VFKLOGKRRGIDVFLQDWLRQIRU³FRXQWULHVIXOORI
WKRVHFUHDWXUHV´VXFKDV³HOHSKDQWVDQGkangaroos, and the civet cat, and the sun-ILVK´
(29) and for ³OLRQFRXQWULHV²I mean in $IULFD´7KHDWWHPSWWRXQGHUVWDQGKXPDQV
in relation to animals signals that this text (published one year after On the Origin of 
Species) is conscious of evolutionary theoryRIERWKWKHFORVHQHVVWRDQG³WKDW
GLIIHUHQFHEHWZHHQWKHPDQDQGWKHPRQNH\´2 There is sometimes even a 
tentative portrayal of DQLPDOV¶ inner lives LQ(OLRW¶Vnovel, which often centers on the 
horses and their responses to being controlled by unsympathetic men. It is in these 
scenes, in which we witness encounters between humans and actual animal figures, 
that Eliot foregrounds a distinctly gendered power dynamic. Eliot details how the 
emergence of masculine subjectivity through childhoRGLVOLQNHGWR³WKDWGHVLUHIRU
PDVWHU\RYHUWKHLQIHULRUDQLPDOVZLOGDQGGRPHVWLF´; in adulthood this masculine 
subjectivity is often signaledDVLQ0U7XOOLYHU¶VEHKDYLRU by the spurring and whipping 
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of a horse (330).3 Rather than simply reproducing bucolic scenes from memory, as 
:DWHUORZVXJJHVWV(OLRWLVSDUWDNLQJLQ³LQYHQWLYHFUHDWLRQ´LQKHUGHSOR\PHQWRIDQLPDO
figures to variously LQWHUDFWZLWKHQKDQFHFRPSOLFDWHRUXQGHUPLQHWKHQRYHO¶VIRFXV
on human relationships. 
0DQVILHOG¶VDOO-too-brief reading of Eliot is, as Gerri Kimber and Angela Smith 
UHPDUND³WDQWDOLVLQJLQVLJKWLQWRZKDWPLJKWKDYHEHHQ´KDGVKHEHHQJLYHQWKH
RSSRUWXQLW\WRUHYLHZ³WKHZULWHUVVKHPRVWYDOXHGDQGXQGHUVWRRG´³5HYLHZV´426). But 
more specifically (and intriguingly), it offers insight into 0DQVILHOG¶V interest in the way 
that literary texts explore interspecies relations and the boundaries between humanity 
and animality. When reflecting on her own writing in a letter to Dorothy Brett, when she 
was in the midst of rewriting ³7KH$ORH´as ³3UHOXGH,´0DQVILHOGH[SODLQV 
When I write about ducks I swear that I am a white duck with a round eye, 
floating in a pond fringed with yellow blobs and taking an occasional dart 
at the other duck with the round eye, which floats upside down beneath 
me. In fact this whole process of becoming the duck . . . is so thrilling that I 
can hardly breathe, only to think about it. For although that is as far as 
PRVWSHRSOHFDQJHWLWLVUHDOO\RQO\WKH³SUHOXGe.´7KHUHIROORZVWKH
moment when you are more duck, more apple or more Natasha than any 
of these objects could ever possibly be, and so you create them anew. 
(³7R'RURWK\%UHWW´2FW330) 
In addition to offering ³a clue´ as to how Mansfield arrived at the ³HQLJPDWLFWLWOH´of her 
1918 story (Jones 298), this passage focuses on anatine animality in order to articulate 
a theory of aesthetics that exceeds mere representation.4 7KLVLGHDRI³EHFRPLQJ´KDV
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been taken up by critics who examine the role RIDQLPDOVLQ0DQVILHOG¶VZRUNPeter 
Matthews, for example, argues WKDW0DQVILHOG¶VVWRU\³$WWKH%D\´RIIHUVD
³WUDQVIRUPDWLYHSKLORVRSK\RIEHFRPLQJ´, one that emphasizes ³DVHULHVRI
fragments, disjunctions, and allianFHV´ ³$WWKH%D\,´LQKLVUHDGLQJ ³RYHUWXUQV the 
anthropocentric view of the world by foregrounding, from an inhumanly distant 
SHUVSHFWLYHWKHODQGVFDSHDQGWKHDFWLRQVRIWKHDQLPDOV´. Curiously, however, 
Matthews GRHVQ¶WPHQWLRQ0DQVILHOG¶Vmost explicit affirmation of becoming through 
writing that we see in the above letter.5 Melinda Harvey uses WKH³SURFHVVRIEHFRPLQJ
WKHGXFN´WRlocate Mansfield among such contemporaries as Franz Kafka, D. H. 
Lawrence, Ernest Hemingway, and Marianne Moore, all of whom likewise ³UHIXVHWR
participate in making the animal disappear´ (203). More than that, Harvey claims that 
0DQVILHOG¶VZULWLQJFDQEHVLWXDWHGLQDWUDGLWLRQRIRIWHQXQQRWLFHGOLWHUDU\HIIRUWVLQ³WKH
critique of anthropocentrism and the pursuit of an animal-centrHGGLVFRXUVH´); 
instead of viewing them as abstract, ILJXUDWLYH³HPEOHPV´ (206), Harvey reads animals 
DV³FR-DFWRUV´LQWKHZRUOGV0DQVILHOG¶VVWRULHVFUHDWH7RGLIIHUHQWGHJUHHVWKHQWKHVH
readings agree that Mansfield foregrounds animals in her work in order to reject 
anthropocentrism and the oppositional categorization of human and nonhuman life. 
Mansfield at times directly reflects on how what D³SLW\´LWLV³WKDWKXPDQEHLQJV
OLYHVRUHPRWHIURPDOODQLPDOV´³7R66.RWHOLDQVN\´$SU1919, 309), a comment 
that can be understood as part of her wider concern with the entanglement of humans 
DQGWKHHQYLURQPHQW³ZK\LVWKHUHWKLVGLYLVLRQEHWZHHQKXPDQLW\	WKHORYHO\H[WHUQDO
world²With all this beauty why cant [sic] we all come forth raGLDQW"´³7R2WWROLQH
0RUUHOO´0D\ 317). But to claim that she held this as a consistent view, or that her 
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writing overcomes the distinction between human and animal, is to overstate the 
significance of these remarks and to overlook the complexity of her depiction of 
animality. In addition to her reading of Eliot, Mansfield was attentive not only to her 
FRQWHPSRUDULHV¶GHSLFWLRQs of animals but also to distinctions between their aesthetic 
projects and hers. Her reading of D. H. Lawrence, for example, suggests she disliked 
the idea of her writing being grouped with his. In her October 1917 letter to Brett she 
distances her approach to literary aesthetics from his, mockingly noting that what she 
FDOOHG³EHFRPLQJ´KHZRXOGFDOO³FRQVXPPDWLRQZLWKWKHGXFN´. The sentiment 
echoes her complaint in a previous letter to Beatrice Campbell that Lawrence is too 
³SKDOOLF´4 May 1916, 261). This chimes with her remarks that to read Lawrence is to 
IHHOWKDWKH³KDGSRVVHVVHGDQDQLPDO	KDGIDOOHQXQGHUDFXUVH´³7KH/RVW*LUO´708); 
according to Mansfield, /DZUHQFH¶VSDUWLFXODUIRUPRIDQLPDOLW\LVWRREDVHin that he ³KH
GHQLHVKLVKXPDQLW\´ (706) and ³KHGHQLHVKXPDQOLIH,´LQFOXGLQJWKH³SRZHUVRIWKH
LPDJLQDWLRQ´DQGWKHYHU\DELOLW\WR³IHHO,´³VSHDN,´DQGWKLQN7KLVFULWLTXHLPSOLHVWKDW
Mansfield sees her own version of becoming animal as maintaining these distinctly 
human qualities, even if that means falling back on the very capacities that have been 
used to divide human and animal in Western thought. Manfield elsewhere suggests it is 
a more embodied humanity that is missing in modernist animal writing.6 Responding to 
9LUJLQLD:RROI¶VVKRUWVWRU\³.HZ*DUGHQV,´ Mansfield turns Woolf into a figurative 
animal to emphasize this point: Woolf writeVIURPD³ELUG¶VH\H´SHUVSHFWLYH (333); ³VKH
hovers over, dips, skims, makes exquisite flights²sees the lovely reflections in water 
that a bird must see²but not humanly´³7R2WWROLQH0RUUHOO´-XQH333-34).7 
Whatever objections we might raise to 0DQVILHOG¶VFKDUDFWHUL]DWLRQs of Lawrence and 
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Woolf, her remarks once again illustrate that she was attuned to the nuances of animal 
aesthetics.  
This essay argues that 0DQVILHOG¶VDWWHQWLYHQHVVWRKRZDQLPDOVIHDWXUHLQ
literary creation is central to the development of her own modernist practice and the 
emergence of nonhuman subjects in her texts. But instead of rushing to claim her as 
part of an anti-anthropocentric group of contemporaneous writers, it suggests that her 
modernist animal aesthetics emerge tentatively and, as such, require careful 
consideration of her multiple and shifting attempts to write animality. Rather than 
altogether disposing of hierarchical oppositions between human and animal, a close 
reading of her texts shows how she often probes and plays on species boundaries, 
occasionally reinscribes and sometimes redraws them, and yet rarely moves entirely 
beyond them. The first part of this essay focuses on the presence of animal figures and 
ZRUOGVLQ0DQVILHOG¶V³3UHOXGH,´ first publisheGE\9LUJLQLDDQG/HRQDUG:RROI¶V+RJDUWK
3UHVVDQG³$WWKH%D\,´which the author FDOOHGKHU³FRQWLQXDWLRQRIµ3UHOXGH¶´³7R
'RURWK\%UHWW´6HSt. 1921, 278). In both texts HOHPHQWVRI(OLRW¶VThe Mill on the 
Floss are evident, whether in the stories¶gendered power dynamics or in their 
responses WR'DUZLQLVP7KHVLJQLILFDQFHRI0DQVILHOG¶VZULWLQJRIDQLPDOLW\LQWKHVHWZR
stories is illuminated by their intertextual relationship and by the ways they allude to 
texts by writers who influenced her, such as Henrik Ibsen and Anton Chekhov. The 
second part of the essay considers 0DQVILHOG¶VIXUWKHUHQJDJHPHQWZLWKDQG
observations of animals in terms of both her creative output and her personal 
experiences over the final years of her life. Read from this perspective0DQVILHOG¶V
writing rewards what we might describe, following SXVDQ0F+XJK¶VDFFRXQWof 
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³QDUUDWLYHHWKRORJ\´ (5), as an ethological reading practice, one that necessitates close 
attention to how animals behave in the distinct environments of a particular DXWKRU¶V
sentences and stories.8 
Classification and Transformation³3UHOXGH´DQG³$WWKH%D\´ 
$QLPDOVLQ0DQVILHOG¶VHDUO\VWRULHVIXOILOl quite traditional literary functions. The 
very earliest of these, written in her mid-teens, alternate between situating animals 
(such as the New Zealand tui and morepork owl) as background figures that add local 
color to depictions of her hometown of Karori and straightforward, sentimental 
anthropomorphism: for instance, in her description of WKH³OLWWOHKXVband and wife 
sparrow who had evidently gone out house-KXQWLQJ´LQ³7KH3LQH7UHHV7KH6SDUURZV
DQG<RXDQG,´9  :RPHQDUHDVVRFLDWHGZLWKDQLPDOLW\LQVWRULHVVXFKDV³'LH
Einsame (The Lonely One),´in which WKHPDLQFKDUDFWHULVD³FUHDWXUHRIWKHIRUHVW´
(20). BLUGVUHDSSHDUDVREYLRXVV\PEROVRIIUHHGRPRUWKHODFNWKHUHRILQ³-XOLHW,´
ZKRVHSURWDJRQLVWOLVWV³1DWXUH´(42) DVWKHILUVWRIKHU³IRXUSDVVLRQV´(39). Even when 
DQLPDOVEHJLQWRIHDWXUHPRUHSURPLQHQWO\0DQVILHOG¶VILJXUDWLRQVUHPDLQPXFKWKH
same. IQ³6RPHWKLQJ&KLOGLVK%XW9HU\1DWXUDO,´ZULWWHQin 1914, the Samuel Taylor 
Coleridge poem from which the title is taken illustrates why some critics view the 
5RPDQWLFV¶XVHRIDQLPDOVDVUHVWLQJRQDn identification with nature so anthropocentric 
that ³WKHELUGLVKDUGO\WKHUH´3HUNLQV³+DG,EXWWZROLWWOHZLQJV / And were a little 
bird 7R\RX,¶GIO\´-74).10 The poem¶V IXQFWLRQLQ0DQVILHOG¶V story suggests 
complicity rather than critique: +HQU\LV³FKDUPHG´E\it and it comes to symbolize his 
love for Edna (374). 0DQVILHOG¶V identification with birds appears, too, in such poems as 
³:KHQ,Was a Bird,´ ³:LQWHU%LUG,´DQG³7KH:RXQGHG%LUG.´,W was in later years that 
  9 
Mansfield would become more self-conscious about her literary animals, worrying on 
completion of ³0U. and Mrs. 'RYH´LQWKDWWKHVWRU\ZDVWRRKHDY\-handedly 
V\PEROLF³,KDYHDVQHDNLQJQRWLRQWKDW,KDYHDWWKHHQGXVHGWKe doves 
unwarrantably. . . . ,XVHGWKHPWRURXQGRIIVRPHWKLQJGLGQ¶W,",VWKDWTXLWHP\JDPH"
1RLW¶VQRW,W¶VQRWTXLWHWKHWUXWK,DPDIWHU´Newberry Notebook 7 278).  
When it comes to animals, what is the truth Mansfield was after? To explore this 
question we must turn to the two stories in which her depiction of animals and their 
relationship with ODQJXDJHLVDWLWVPRVWFRPSOH[³3UHOXGH´DQG³$WWKH%D\.´*LYHQWKHLU
setting in rural New Zealand, it is hardly surprising that they contain the most varied and 
abundant interest in animals found across 0DQVILHOG¶Vwork. Moreover, the fact that they 
are closely related in terms of setting, character, theme, and form²even though they 
were written four years apart²makes them useful for tracing continuities and 
developments in her depiction of nonhuman life. Read together, they show us the subtle 
VKLIWVLQ0DQVILHOG¶VDQLPDODHVWKHWLFVE\exhibiting two features that align with the 
competing impulses of becoming and distinction: first, the kinds of figurative 
transformations that human and animal figures undergo, alongside material encounters 
of certain characters with nonhuman alterity; and second, the classification of humans 
and animals into distinct groupings, characterized by the tendency to name and capture. 
%RWK³3UHOXGH´DQG³$WWKH%D\´are marked in different ways and to varying extents by 
the relationship between these two processes. 
,Q³3UHOXGH,´characters appear to be on the verge of transformations from 
human to animal. The voices of the children are heard at first DV³FKLUUXSV,´ a sound 
typically associated with birds or crickets (57); $OLFHLVGHVFULEHGDV³EDD-baaing through 
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WKHJDUGHQ´; DQGRQPRUHWKDQRQHRFFDVLRQ.H]LD³JDYHDOLWWOHVTXHDN´
There are apparently corporeal transformations too. Just after we UHDGWKDW³HYHU\WKLQJ
IDPLOLDUZDVOHIWEHKLQG´ (60), /RWWLH¶VERGLO\PRYHPHQWVbecome DNLQWRDODSGRJ¶VKHU
³KHDGZDJJHG VKHGURSSHGVKHVOLSSHGKDOILQWR.H]LD¶VODSDQGOD\WKHUH.´/DWHUWKH
ELUGOLNH.H]LD³VHHPHGWRFRPHIO\LQJWKURXJKWKHDLU´DVVKHDSSURDFKHV/RWWLH (61), 
who herself is ³OLNHDELUGIDOOHQRXWRIWKHQHVW´6WDQOH\LVIRXQG³VTXDWWLQJOLNHD
froJ´/LQGDVXJJHVWVKHORRNV³OLNHDELJIDWWXUNH\´DQG5DJVKDV³VKRXOGHU
EODGHV>WKDW@VWXFNRXWOLNHWZROLWWOHZLQJV´The human characters are animalized 
through this use of figurative language, yet the narrative skims over any concern with 
the animals on which these similes depend. What is enhanced is less our knowledge of 
WKHFKDUDFWHUV¶animality than it is our understanding of their bodies and behaviors. 
While these animals are evoked in only a vague, generalized sense as they play 
their roles LQILJXUDWLYHWUDQVIRUPDWLRQVRIWKHKXPDQHOVHZKHUH0DQVILHOG¶VQDUUDWLYH
attends to the classification of distinct groups and species. For example, the use of the 
EURDGWHUP³ELUG´FDQEHFRQWUDVWHGZLWKWKHEHJLQQLQJRIsection 5, which details seven 
GLIIHUHQWW\SHV³%LJFKHHN\ELUGVVWDUOLQJVDQGP\QDKVZKLVWOHGRQWKHODZQVWKHOLWWOH
birds, the goldfinches and linnets and fantails flicked from bough to bough. A lovely 
kingfisher perched on the paddock fence preening his rich beauty, and a tui sang his 
WKUHHQRWHVDQGODXJKHGDQGVDQJWKHPDJDLQ´). 7KLVSDVVDJHLVFHUWDLQO\³EXUVWLQJ
ZLWKDQLPDOVLJKWVDQGVRXQGV´+DUYH\EXWLWLVLPPHGLDWHO\IROORZHGE\/LQGD
%XUQHOO¶VGUHDPLQZKLFKVKHsees a (once-again generalized) ³OLWWOHELUG´ ³3UHOXGH´ 
while out walking with her father, only for the bird WR³VZHOO´DQGWUDQVIRUPLQWR³DEDE\
ZLWKDELJQDNHGKHDGDQGDJDSLQJELUGPRXWK´DIWHUVKHKDG³VWURNHGLW.´7KHcontent 
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of this dream, with its highly gendered association of female sexuality with childbirth, 
exemplifies how in human minds animals become more homogenized²and 
humanized²as they become symbolic.11 /DWHU$OLFHLVUHDGLQJ³WKHDream Book´ (83), 
which details the symbolic meaning of black-beetles ³6LJQLILHVGHDWKRIRQH\RXKROG
QHDURUGHDU´and spiders ³6LJQLILHVODUJHVXPRIPRQH\LQQHDUIXWXUH´7Kese 
descriptions ironically expose the irrationality of the way we often integrate animals²
traditionally viewed as creatures lacking rationality²into our minds. Mansfield draws 
attention to a central tension involved in writing about animals, wherein the use of 
animals to transform elements of a human FKDUDFWHU¶VFRUSRUHDOLW\RUSV\FKRORJ\by 
necessity conflicts with the ability to represent the specificity of the animals themselves.  
The asymmetrical relationship between humans and animals is not only present 
RQDV\PEROLFOHYHOLQ³3UHOXGH.´It also appears in the treatment of the mongrel dog 
Snooker, who on the one hand evades classification in terms of breed but on the other 
LVFOHDUO\UDQNHGEHORZWKH7URXWER\V3LSDQG5DJVZKRWLHD³IXQQ\KDQGNHUFKLHI´
(80) aURXQG6QRRNHU¶VKHDG³WRWUDLQKLVHDUVWRJURZPRUHFORVHWRKLVKHDG´VRWKDWKH
ZLOOEHWUDQVIRUPHGLQWRRQHRIWKH³ILJKWLQJGRJV.´The narrator makes clear that this is 
far from mere fun and games by turning the focus back to the dog, which ³WULHGWRVQHDN
DZD\´and ³PDGHRQHIHHEOHHIIRUWZLWKKLVSDZWRJHWWKHKDQGNHUFKLHIRIIEXWILQGLQJ
he could not, trailed after the children, shivering with misery.´As in (OLRW¶VThe Mill on 
the FlossWKHHPHUJHQFHRIPDVFXOLQHVXEMHFWLYLW\LVOLQNHGKHUHWR³mastery over the 
inferior animals´ (Eliot 87). Tellingly, the scene prefigures a much more brutal one, as if 
to show how the boys are primed to follow in the footsteps of the handyman Pat. He 
begins section 9 RIWKHVWRU\³VZLQJLQJDORQJ´ZLWKD³WRPDKDZN´LQKLVKDQG (Mansfield, 
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³3UHOXGH´SUHSDULQJWRVKRZWKHFKLOGUHQ³KRZWKHNLQJVRI,UHODQGFKRSWKHKHDGRII
a duck,´ZLth the sense of his going into battle reinforced by his description of the ducks 
DV³DOLWWOH,ULVKQDY\´ (81) LQFOXGLQJDQ³DGPLUDO´ZLWK³DJUDQGOLWWOHIODJVWDIIRQKLVWDLO.´12 
At the same time that Mansfield exposes how anatine figures are overlaid with symbolic 
significance for the adult Pat, the militaristic language heightens the atmosphere of 
impending violence.  
%\FRQWUDVWWKHFKLOGUHQ¶VILUVWUHDFWLRQLVWRFODVVLI\³DUHDOGXFN¶VKHDG . . . from 
WKHSDGGRFN´(80), and over the next few paragraphs the narrator provides a detailed 
GHVFULSWLRQRIWKHWHUULWRU\ZKHUHWKH³WKHELJZKLWHGXFNVKDGPDGHWKHPVHOYHVDW
KRPHVZLPPLQJDQGJX]]OLQJDORQJWKHZHHG\EDQNV´ (81) ZKLOH³SUHHQLQJWKHLU
dazzling breasts.´7KHQDUUDWLYHIRFXVLVILUPO\RQWKHGXFNV¶DSSHDUDQFHbehavior, and 
environment, but Pat soon encroaches on their territory. He imitates duck sounds to lure 
them to their demise, his animalized voice actually upholding his sense of human 
sovereignty: 
µ/LG/LG ± lid ± lid ± lid ±¶KHFDOOHG µ4XD4XD± qua ± qua ± qua ±¶
answered the ducks, making for land, and flapping and scrambling up the 
bank they streamed after him in a long waddling line. He coaxed them, 
pretending to throw the grain, shaking it in his hands and calling to them 
until they swept round him in a white ring. (81) 
$IWHU3DW³VWRRSHG´DQG³VHL]HG´WZRGXFNV (81), we are told in striking detail how one of 
WKHPLVNLOOHG³3DWJUDEEHGWKHGXFNE\WKHOHJVODLGLWIODWDFURVVWKHVWXPSDQG
almost at the same moment down came thHOLWWOHWRPDKDZNDQGWKHGXFN¶VKHDGIOHZRII
the stump. Up the blood spurted over the white feathers and over his hand.´+XPDQDQG
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animal may both be bloodied here, but only one is mutilated. Indeed, Pat and the 




KHUHWKHUHLVQRVLJQRIWKHGXFN¶VH[SHULHQFHas it is reduced to an object to be gazed 
DW3DWFDOOVIRUHYHU\RQHWR³:DWFKLW´DVWKHEHKHDGHGGXFN³EHJDQWRZDGGOH²with 
only a long spurt of blood where the head had been,´EHIRUH,VREHOFRQWLQXHVWKH
&DUWHVLDQWUDGLWLRQRIYLHZLQJWKHDQLPDODVPDFKLQHZLWKWKHVLPLOH³>L@W¶VOLNHDIXQQ\
little railway engine.´7KHUHLQVHUWLRQRIILJXUDWLYHODQJXDJHFRPELQHGZLWKWKHDQLPDO-
as-machine analogy, works to UHPRYHXVIXUWKHUIURPDQ\QRWLRQRI³real´ ducks (80).  
Kezia is the character most traumatized by the duck¶VYLROHQWGHDWK. ³3XWKHDG
EDFN´she screams repeatedly (82), to the point that her voice becomes ³OLNHDORXG
strange hiccup.´7KDWLWLVRQHRIWKHJLUOVZKRsympathizes with the duck points once 
again to the asymmetrical way that gender intersects with cruelty toward animals. 
.H]LD¶VVXEVHTXHQWVXUSULVHDWKHUGLVFRYHU\WKDW3DWa man, ³ZRUHOLWWOHURXQGJROG
ear-ULQJV´XQGHUcuts the virile masculinity that fuels the violence. .H]LDLQ6PLWK¶V
ZRUGV³QRWLFH>V@FRQWUDGLFWLRQVLQZKDWVHHPVDGHILQLWHO\JHQGHUHGLGHQWLW\´Katherine 
Mansfield and Virginia Woolf 95). Nonetheless, masculine dominance is reinscribed in 
section 11 when readers witness the pleasure Stanley Burnell derives from ³FDUYLQJ´WKH
GXFNZLWK³SUHFLVLRQ´ (85) even as he compares Alice to the dead animal that lays in 
³EDVWHGUHVLJQDWLRQ´ (84) on the table:  
It was hard to say which of the two, Alice or the duck, looked the 
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better basted; they were both such a rich colour and they both had the 
same air of gloss and strain. . . .  
Burnell ran his eye along the edge of the carving knife. He prided 
himself very much upon his carving, upon making a first-class job of it. He 
hated seeing a woman carve; they were always too slow and they never 
seemed to care what the meat looked like afterwards. Now he did; he took 
a real pride in cutting delicate shaves of cold beef, little wads of mutton, 
just the right thickness, and in dividing a chicken or a duck with nice 
precision. . . . (84-85) 
Here BurneOOLVQ¶WMXVWGLYLGLQJWKHGXFN he is also carving up a hierarchy of man over 
and above both women and animals. He may derive a certain pride and delicacy in the 
activity, but it is one that reinforces a superior masculine status. As such, the scene can 
be read as exemplifying Carol Adams¶VFODLPWKDWWKHUHLVD³KHLJKWHQHGVHQVLWLYLW\E\
twentieth-century women writers to violeQFHDJDLQVWDQLPDOV´ZKLFKVHUYHVDV
part of her wider argument that in the modern world women are increasingly animalized 
and animals feminized²a dual process that upholds patriarchal cultures. 
.H]LD¶VUHVSRQVHFRXSOHGZLWKWKHJHQGHUG\QDPLFVRIWKLVVHFWLRQ¶VWUHDtment 
of the duck, evokes a significant anatine figure found in a play by one of the writers 
Mansfield most admired: +HQULN,EVHQ¶VThe Wild Duck. In her empathy for the 
duck Kezia shares something with Hedvig, the teenage daughter LQ,EVHQ¶VSOD\ZKR
IHHOVDGHHSDIIHFWLRQIRUWKH³real ZLOGELUG´WKH(NGDOIDPLO\NHHSLQWKHLUORIW (Ibsen 
160), the emphasis on its realness echoing the initial concern of the children in 
0DQVILHOG¶VVWRU\&UXFLDOO\+HGYLJ¶V care for the duck is repeatedly juxtaposed with the 
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WKUHDWRIYLROHQFHIURPPHQZKRDVKHUPRWKHU*LQDSXWVLWFRQVWDQWO\KDYHWR³GHYLDWH
WKHPVHOYHV´ZLWKKXQWLQJ:KHQKHUIDWKHU+MDOPDUGLUHFWO\WKUHDWHQV³>W@KDW
damned wild duck´²³,¶GOLNHWRZULQJLWVQHFN,´ he says²+HGYLJ¶VUHVSRQVHLV
OLNH.H]LD¶VWRVFUHDP)RU+MDOPDUWKHGXFNEHFRPHVDV\PERORIGHFHLW²it was 
initially shot and captured by Haakon Werle, who Hjalmar learns had an affair with his 
wife²WKDWPXVWEHVDFULILFHGWRPHHWWKH³GHPDQGVRIWKHLGHDO´DQGFOHDQVH³KLVRZQ
soul,´ZKHUHDVIRU+HGYLJLWUHPDLQVD³SRRUOLWWOHZLOGGXFN.´:KLOH+HGYLJJURZV
FRQYLQFHGE\KHUIDWKHU¶VWKUHDWVDQGE\*UHJHUV¶s preaching that the duck should be 
³sacrificed . . . for his sake´ (199), the fact that Ibsen closes with the tragic suicide of 
Hedvig rather than the death of the duck, which presumably she could not bring herself 
to kill, reinforces the gendered nature of violence in the play. In different ways, then, 
,EVHQ¶VThe Wild Duck DQG0DQVILHOG¶V³3UHOXGH´H[SRVHERWKV\PEROLFDQGPDWHULDO
violence toward women and animals.  
'HVFULEHGE\0DQVILHOGDVKHU³VHDZHHG\VWRU\´ (³7R'RURWK\%UHWW´2FW. 
1921, 295) WKDWVKHKRSHGZRXOGVPHOO³DOLWWOHELWILVK\´³7R'RURWK\%UHWW´ 4 Aug. 
1921, 261³$WWKH%D\´QRWRQO\GLVSOD\VFRQWLQXLWLHVZLWK³3UHOXGH´LQWHUPVRIVHWWLQJ
character, and theme but also in its use of animal figures. Most obviously, similar 
animalistic similes are used to describe the characters. The appropriately named 
-RQDWKDQ7URXWPRYHVKLVKDQGV³OLNHILQV´(³$WWKH%D\´ 345), little girls ³ran into the 
SDGGRFNOLNHFKLFNHQVOHWRXWRIDFRRS´, WZROLWWOHER\VRQWKHEHDFK³WZLQNOHGOLNH
VSLGHUV´, %HU\OVZLPV³OLNHDUDW´, 6WDQOH\KDV³WKHORRNRIDWUDSSHGEHDVW´
(355), and $OLFHMXPSV³OLNHDFDW´Structurally there are echoes too, with section 
9 RI³$WWKH%D\´RIIHULQJWKHPRVWH[WHQVLYHH[SORUDWLRQRIDQLPDOLW\MXVWDVLWdoes in 
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³3UHOXGH.´$VWKHVHFWLRQRSHQVtensions between transformation and classification 
appear to have been resolved in that the children have imaginatively metamorphosed 
and each become identical to a specific kind of animal. The narrator informs us in a 
matter-of-IDFWZD\WKDW³>D@VWUDQJHFRPSDQ\DVVHPEOHGLQWKH%XUQHOOV¶ZDVKKRXVH´ 
(361)³>U@RXQGWKHWDEOHWKHUHVDWDEXOODURRVWHUDGRQNH\WKDWNHSWIRUJHWWLQJLWZDVD
donkey, a sheep and a bee.´+RZHYHUWKHspecies of animal each child has become²
DQGHYHQWKHFDWHJRU\RI³DQLPDO´LWVHOI²is soon unsettled as the children squabble and 
joke over definitions: 
³<RXFDQ¶WEHDEHH.H]LD$EHH¶VQRWDQDQLPDO,W¶VDQLQVHFN´ 
³2K, EXW,GRZDQWWREHDEHHIULJKWIXOO\´ZDLOHG.H]LD. . . . A tiny 
bee, all yellow-furry, with striped legs. She drew her legs up under her and 









behind and seems to wait to be carried. 
³&RFN-a-doodle-GR´VKULOOHG,VDEHO:LWKKHUUHGFKHHNVDQGEULJKW
eyes she looked like a rooster. 
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³:KDW¶OO,EH"´/RWWLHDVNHGHYHU\ERG\DQGVKHVDWWKHUHVPLOLQJ
waiting for them to decide for her. It had to be an easy one. 
³%HDGRQNH\/RWWLH´,WZDV.H]LD¶VVXJJHVWLRQ³Hee-haw! You 
FDQ¶WIRUJHWWKDW.´ (361-62) 
On first reading, the playful manner in which the children attempt to classify what counts 
DV³DQLPDO´FRPLFDOO\H[SRVHVWKHVXSHUILFLDOLW\RIWKHLUPHWKRG7KRXJKWKHUHLVDNLQG
of transformation from human to animal, the ease with which they decide to switch roles 
makes clear that this is merely imitation: ³µ,¶YHIRUJRWWHQwhat I am¶VDLGWKHGRQNH\
ZRHIXOO\´ (363). 7KHUHVSRQVH³:HOO, change! Be a dog instead! Bow-ZRZ´  
But this passage hints at a more important aspect to the role animality plays in 
³$WWKH%D\.´7KHWHQVLRQEHWZHHQFODVVLILFDWLRQDQGWUDQVIRUPDWLRQFDQEHUHDGKHUHLQ
zoological terms: that is, between the taxonomic study of animals, which deals in lifeless 
specimens, and the theory of evolution, which brings to life the biological and 
ethological history of species. As they grasp to comprehend the animal kingdom and 
their place in it, the children²with their emphasis on looks and sounds²fall into what 
Darwin refers to DVDQDORJLFDOFODVVLILFDWLRQZKLFKIRFXVHVRQ³UHVHPEODQFHV´EDVHGRQ
³H[WHUQDODSSHDUDQFH´Indeed, WKHVFHQH¶V IRFXVRQWKHFKLOGUHQ¶VWU\LQJRXWRI
various actions and behaviors in order to imitate certain animals reflects some of 
ELRORJLVWV¶ early attempts to understand evolutionary processes; most notably, it recalls 
Jean-%DSWLVWH/DPDUFN¶VHPSKDVLVRQ³FRQVFLRXVHQGHDYRXU´DQG³LQWHOOLJHQWGHVLUH´DV
³DJHQWVRIHYROXWLRQDU\FKDQJH´%HHUThe fanciful nature of the FKLOGUHQ¶V 
transformations matters less than the sheer liveliness of their embodied, imaginative 
H[FKDQJHRIVSHFLHVLGHQWLW\DQGFDQEHFRQWUDVWHGZLWK0DQVILHOG¶Vsend-up of 
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misunderstandings of Darwinian classification in early draft material IRU³$WWKH%D\.´
Mansfield deWDLOV³0LVV3¶V´ORYHIRU³VHULRXVERRNV´OLNH'DUZLQ¶V (Notebook 42 164), 
only for her to struggle to remember which of his texts she has actually read: 
:K\,GRQ¶WNQRZZKHQ,¶YHHQMR\HGDERRNDVPXFKDV²as²dear me! 
How silly! Its on the tip of my tonguH'DUZLQ¶V²one moment²its 
coming²'DUZLQ¶V'HFOLQH	)DOO1RQR7KDWZDVQ¶WWKHRQH7KDW¶VQRW
right now. Tchuh! Tchuh! You know how it is. I can see it quite plainly and 
\HW,¶YHJRWLW'DUZLQ¶V'HVFHQWRI0DQ . . Was that the one, though? 
Do you know now ,¶PQRWFHUWDLQ",IHHOLWZDVDQG\HWVRPHKRZLWV
unfamiliar. This is most extraordinary. And yet I enjoyed it so much. There 
was a ship. Ah! 7KDW¶V brought it back. Of course. Of course! That was the 
RQH'DUZLQ¶V9R\DJHRIWKH%XJOHNotebook 42 164) 
Over the course of a few sentences, Miss P manages to confuse Darwin with Edward 
*LEERQ¶Veighteenth-century tome The History of the Decline and Fall of the Roman 
EmpireWRPL[XS'DUZLQ¶VRZQWH[WVDQGWKHQfinally²when she does pin down which 
book it was²she gets the name wrong (substituting ³%XJOH´for ³%HDJOH´When 
compared to the lively, inventive behavior of the children, this passage clearly satirizes 
intellectual pretentiousness and the desire to capture and contain knowledge. What 
Mansfield herself appears to share with Darwin is less his knowledge of the finer details 
RI]RRORJ\DQGPRUHKLVDWWHPSWWRWHOO³DVWRU\RIWKHZRUOG²a fiction . . . which 
deliberately extends itself towards the boundaries of the literally unthinkable´DQGLV
therefore full of transformational potential (Beer 92).13  
The imaginative effort to understand how animal behaviors relate to their 
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HQYLURQPHQWVLVPRUHSURQRXQFHGLQ³$WWKH%D\´WKDQLQ³3UHOXGH,´as evidenced in the 
pastoral scene near the beginning of the former: ³Round the corner of Crescent Bay, 
between the piled-up masses of broken rock, a flock of sheep came pattering. They 
were huddled together, a small, tossing, woolly mass, and their thin, stick-like legs 
trotted along quickly as if the cold and the quiet had frightened them´³$WWKH%D\´. 
)ROORZLQJWKHVKHHSLV³an old sheep-dog, his soaking paws covered with sand,´UXQQLQJ 
³ZLWKKLVQRVHWRWKHJURXQG´ ³then in the rocky gateway the shepherd himself 
appeared´The narrative not only mimics the nature of herding, whereby the flock of 
VKHHSOHDGWKHZD\DKHDGRIWKHLU³PDVWHU,´EXWgives these sheep a primary role in 
introducing WKHVWRU\¶VDQLPDODHVWKHWLFVHere, the narrator focuses on the materiality of 
WKHVKHHS¶VERGLHVDVZHOODVtheir physical movements: ³pattering,´ huddling, and 
trotting (343); and, on the following page, ³SXVKLQJQXGJLQJKXUU\LQJ´(344).14 In her 
FRQFHUQIRUWKHVKHHS¶VSK\VLFDOLW\DQGPRYHPHQWV0DQVILHOGGeparts from the famous 
ovine passages that she was rereading around the time that VKHZDVZULWLQJ³$WWKH
%D\´: the ³6KHSKHUGVFHQH´LQ6KDNHVSHDUH¶V7KH:LQWHU¶V7DOH (³7R2WWROLQH0RUUHOO´
24 July 1921, 253) DQGWKH³VZROOHQVKHHSWKDWORRNVXS	LVQRWIHG´LQ0LOWRQ¶VLycidas 
³7R'RURWK\%UHWW´-XO\257). Through its detailed depiction of the primacy of 




serious, reasonable man who knew his own value.´,QSODFHRI0DQVILHOG¶VULFK
descriptions of their bodily activity&KHNKRY¶VVKHHSDUHPRVWO\³DVOHHS´DQGWKRVHWKDW
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DUHQ¶WDUHPHUHO\³VLOKRXHWWHVRIVKHHS.´Where Mansfield creates a literary landscape 
SRSXODWHGE\OLYHO\DQLPDOV&KHNKRY¶VIRFXVUHPDLQVFHQWered on his human figures. 
Matthews rightly notes that the narrative order at the beginning RI³$WWKH%D\´ 
establishes D³SHUVSHFWLYDOLQYHUVLRQ´RIKXPDQDQGDQLPDO (52), but in his designation 
RIWKHVKHHSGRJDVWKH³FKLHIDFWRU´ZKR³FRQWUROVWKHPRYHPHQWRIWKHJURXS´
Matthews risks replacing one hierarchical figure with another, albeit nonhuman, one. 
Even more significant is the shared agency of sheep and sheepdog in the way they 
enter the narrative. The QDUUDWRU¶VGHVFULSWLRQRIKHUGLQJ not only focuses on the 
external appearances, behaviors, and environments of the nonhuman figures; it also 
speculates on the feelings and thoughts of the sheep and sheepdog by entering into a 
figurative realm. TKHVKHHSDFW³DVLI´WKH\DUH³IULJKWHQHG´DQGWKHVKHHSGRJUXQs 
³FDUHOHVVO\DVLIWKLQNLQJRIVRPHWKLQJHOVH´; tellingly, the shepherd is the one character 
in this scene whose inner H[SHULHQFHWKHQDUUDWRUGRHVQ¶WGHOYHLQWRDWDOO$ORQJVLGHWKH
various uses of figurative language to embellish the features and feelings of human 
FKDUDFWHUVLQERWK³3UHOXGH´DQG³$WWKH%D\,´WKHQLQWKHODWWHUVWRU\Mansfield begins 
to speculate, albeit hesitatingly, as to how the animals themselves might relate, 
physically and emotionally, to each other and to their environments. This attempt to 
SUREHWKHLQQHUZRUOGVRIDQLPDOVLVHYLGHQWHOVHZKHUHLQ³$WWKH%D\,´PRVWQRWDEO\in 
0DQVILHOG¶VSRUWUD\DOVRI the dog Snooker and cat Florrie. At one point we read that 
Snooker ³JDYHDQRFFDVLRQDOGHVSHUDWH-sounding puff, as much as to say he had 
GHFLGHGWRPDNHDQHQGRILWDQGZDVRQO\ZDLWLQJIRUVRPHNLQGFDUWWRFRPHDORQJ´
(356-57); this suggests a range of emotions, LQFOXGLQJWKHGRJ¶V awareness of death. 
We also UHDGWKDW)ORUULH³ORRNHGFRQWHQWDVWKRXJKVKHKDGEHHQZDLWLQJIRUWKLV
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PRPHQWDOOGD\´LPSO\LQJan ability to comprehend the logic of delayed 
gratification. Mansfield even opts to give the cat the capacity for human speech when 
expressing disgusWDWWKHVKHHSGRJ³µ8JK:KDWDFRDUVHUHYROWLQJFUHDWXUH¶VDLG
)ORUULH´15  
Whether signaled through figurative language or more extravagantly through 
direct speech, there is more anthropomorphism in these examples than can be found in 
³3UHOXGH.´This point can be illustrated through a direct comparison of references in both 
stories to a far-off GRJ,Q³3UHOXGH,´WKHGRJLVLPPHGLDWHO\LQWHJUDWHGLQWRKXPDQ
V\PEROLFDVVRFLDWLRQVDQGP\WK³)DUDZD\DGRJEDUNHGµ,EHOLHYHWKHUHLVJRLQJWREH
a mRRQ¶VKH>/LQGD@VDLG´,Q³$WWKH%D\,´QDUUDWLYHIRFXVUHPDLQVRQWKHGRJLWVHOI 
as we read that, disturbingly, ³IURPIDUDZD\WKH\KHDUGDGRJEDUNLQJLWZDVPXIIOHGDV
WKRXJKWKHGRJKDGLWVKHDGLQDVDFN´These passages illustrate that 0DQVILHOG¶V
increased use of anthropomorphic projection in the later story, in which human 
characteristics are attributed to nonhumans, is deployed in an effort to make these 
animals into characters in the foreground of the narrative rather than creatures lurking in 
the background. That is, Mansfield matches her figurative use of animals with the 
emphasis she places on the materiality of their bodies and surroundings. This provides 
a further point of contrast to Chekhov¶V³+DSSLQHVV,´ in which the sleeping sheep later 
waken and are described as ³WKLQNLQJ´DQG³SRQGHULQJ.´Because such anthropomorphic 
SURMHFWLRQLVQ¶WFRPELQHGZLWKthe detailed narrative focus that we find in Mansfield, 
however, the presence of the sheep feels mainly symbolic of the vast mystery of the 
southern Russian steppe; in this sense, WKH\UHPDLQ³VLOKRXHWWHV.´ In refining her animal 
aesthetics in ³$WWKH%D\,´WKHQ0DQVILHOGJUDGXDOO\intensifies her focus on nonhuman 
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life. Whereas both ³3UHOXGH´DQG³$WWKH%D\´ often use figurative language to depict 
human qualities, it is in the latter that Mansfield more fully H[SDQGVRQDQLPDOV¶ inner 
experiences and active engagement with their environments. In other words, Mansfield 
harnesses linguistic devices precisely to give her literary animals a life of their own. 
Watching and Writing; or, ³Becoming Absorbed in AQLPDOV´ 
Just as animals were staking their territory LQKHUVWRULHV0DQVILHOG¶VRZQ
engagement with nonhuman lives and environments was increasingly evident in her 
letters. From Menton, France in September 1920 she writes to Murry of being 
FDSWLYDWHGE\WKHFUHDWXUHVWKULYLQJLQWKHZDUP0HGLWHUUDQHDQFOLPDWH³$OUHDG\RQH
OLVWHQVIRUWKHJUDVVKRSSHUV¶ILGGOHRQHORRNVIRUWKHWLny frogs on the path²one 
ZDWFKHVWKHOL]DUGV´³7R-00XUU\´DQG6HSt. 1920, 44). By the following week 
her observations intensify:  
The lizards here abound. There is one big fellow, a perfect miniature 
crocodile who lurks under the leaves that climb over a corner of the 
terrace. I watched him come forth today²very slithy²and eat an ant. You 
should have seen the little jaws²the flick of the tongue, the queer rippling 
pulse just below the shoulder. His eyes, too. He listened with them²and 
when he FRXOGQ¶WILQGDQRWKHUDQWKHVWDPSHGKLVIURQWSDZDQGWKHQ
seeing that I was watching deliberately winked, and slithered away. (³7R-
00XUU\´6HSt. 1920, 53) 
Mansfield describes a world that the human remains outside of, observing but never 
intruding on a nonhuman HQYLURQPHQW³rippling´ZLWKWKH³SXOVH´RIOLIH. (In this sense, it 
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LVWKHRSSRVLWHRI3DW¶VWUHDWPHQWRIWKHGXFNVLQ³3UHOXGH.´ Detailing an interspecies 
relationship between lizards and ants, Mansfield focuses on their varied corporeal 
movements as well as their capacities for complex sensory perceptions, as evidenced 
by her use of synesthesia WRGHVFULEHKRZWKHOL]DUG³OLVWHQHG´ZLWKKLV³H\HV.´,WRIIHUV
an example of what the early twentieth-century ethologist Jakob von Uexküll termed 
³8PZHOWHQ,´perceptual worlds that act like ³VRDSEXEEOH[s]´ZLWKLQZKLFKVXEMHFWVPDNH
meaning, whether human or nonhuman (69). Any conceptualization RIDKROLVWLF³DOO-
encompassing world-VSDFH´(70), according to Uexküll, is an anthropocentric ³ILFWLRQ´RU
³IDEOH.´5DWKHUWKDQDGYRFDWLQJEODQGIDFWXDOGHVFULSWLRQVKRZHYHU8H[NOOVWUHVVHV
KRZYLWDOLWLVWKDWKXPDQV³LPDJLQH´LQRUGHUWRWU\WRXQGHUVWDQGWKHVHQRQKXPDQ
ZRUOGVDQGWKH³VXEMHFWLYHSHUFHSWXDOVLJQV´that constitute them (70). MaQVILHOG¶V
contention WKDWWKHOL]DUG³GHOLEHUDWHO\ZLQNHG´LVREYLRXVO\IDQFLIXOEXWLIVXFKD
statement is anthropomorphic it also shows 0DQVILHOG¶VVHOI-consciousness in regard to 
her own human alterity from the perspective of the animal. (Is Mansfield winking to 
Murry, too, we wonder, in acknowledgment of her inventive interpretation?) The 
descriptions of animals in the above passage also allude to fictional creatures, as 
signaled by the XVHRIWKHDGMHFWLYH³VOLWK\´: the word¶V invention has been credited to 
Lewis Carroll, who popularized it in Through the Looking-Glass.Humpty-Dumpty 
GHVFULEHV³VOLWK\WRYHV´WR$OLFHLQ&DUUROO¶VQRYHO explaining WKDW³µslithy¶PHDQVµOLWKH
DQGVOLP\¶µ/LWKH¶LVWKHVDPHDVµDFWLYH¶<RXVHHLW¶VOLNHDSRUWPDQWHDX²there are two 
PHDQLQJVSDFNHGXSLQWRRQHZRUG´ (187). He continues: ³µtoves¶DUHµVRPHWKLQJOLNH
badgers²WKH\¶UHVRPHWKLQJOLNHOL]DUGV²DQGWKH\¶UHVRPHWKLQJOLNHFRUNVFUHZV.¶´,Q
0DQVILHOG¶VOHWWHUWKHOL]DUGPD\QRWEHDVIDQWDVWLFDODV&DUUROO¶VEXWKer description is 
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of a simultaneously material and imaginary environment.  
7KHQH[WSDUDJUDSKLQ0DQVILHOG¶V letter GHVFULEHVKRZ³>W@ZRinfant wasps came 
out this morning & each caught hold of a side of a leaf & began to tug. It was a brown 
leaf outside the size of three tea leaves. They became furious²they whimpered²
whiney-pined²snatched at each other²ZRXOGQ¶WJLYHZD\	ILQDOO\RQHrolled over & 
FRXOGQ¶WUROOEDFNDJDLQ²just lay there²kicking´ (³7R-00XUU\´6HSt. 1920, 53-
54). Once again, attention is paid to the way the insects relate to each other, with 
anthropomorphic language used to better comprehend WKHZDVSV¶H[SHULHQFHYet 
Mansfield is well aware of the way humans project their own meaning onto animal 
behavior, with her attempt to do so undermined by the fact that there are no humans in 
0DQVILHOG¶VFRPSDQ\²RQO\KHU³LQYLVLEOHSOD\-PDWH´ (54). By playfully signing the letter 
³)DEUHWWD´ (54)²a moniker inspired by the entomologist and pioneer of ethology, Jean-
Henri Fabre²Mansfield records her position as both observer and creator. If Fabre was 
among the first to carefully study insect behavior, Mansfield is more attentive to the 
ways in which such observations are transformed through language. We get a sense, 
for example, of how restrained MDQVILHOG¶VDQWKURSRPRUSKLVPDFWXDOO\LV²how carefully 
she balances human fiction with material fact²if we compare it to the florid manner in 
ZKLFK)DEUHZULWHVDERXW³WKHZDVSWKHLUDVFLEOHEXOO\ZLWKDSRLVRQHGGDJJHU´LQSocial 
Life in the Insect World.16  
0DQVILHOG¶VFRQFHUQZLWK transforming her observations into aesthetic creations is 
displayed again when she moves to Montana-sur-Sierre in Switzerland, where she is 
joined by Murry for what would be her last productive, intensive period of writing. On 12 
September 1921 she writes to Brett, telling her WKDWVKHKDVFRPSOHWHG³$WWKH%D\´LQD
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letter that also UHFRXQWVKRZKHUFDW:LQJOH\³UHDGV6KDNHVSHDUHZLWKXV´(12 Sept. 
1921, 279). The letter even strays into bedtime discussions between Mansfield and 
Murry about what creatures will be included in their future home. ³:KDWDERXWEHHV"´
Mansfield asks. Murry responds, ³Most certainly bees and I aspire to a goat.´:ULWLQJWR
his brother Richard Murry a few days later, Mansfield details how she had been 
³Vquirrel-JD]LQJ´XVLQJILHOG glasses (17 Sept. 1921, 282): ³They are exquisite little 
creatures²so intent, preoccupied, as it were, and so careless. They flop softly from 
branch to branch, hang upside down, just for the sake of hanging. Some here are as 
small as rats, with reddish coats and silver bellies. The point about looking at birds and 
so on through glasses is one sees them in their own world, off their guard. One spies, in 
fact.´7KHPHQWLRQRI³ELUGVDQGVRRQ´LPSOLHVWKDWE\WKLVSRLQW0DQVILHOGLVQRQRYLFH
when it comes to using field glasses, a technological innovation that aided the shift from 
working with taxonomic specimens to the observation of animal life in dynamic 
movement. Writing about their role in the late nineteenth and early twentieth centuries, 
Christina Alt notes that ³ILHOG-glasses came increasingly into use among naturalists and, 
E\DOORZLQJREVHUYHUVWRLGHQWLI\VSHFLHVDWDGLVWDQFHUHQGHUHGREVROHWHWKHFROOHFWRU¶V
DGDJHµ:KDW¶VKLWLVKLVWRU\:KDW¶VPLVVHGLVP\VWHU\¶´17 To confirm the impact 
such observational study of nature has had on her, Mansfield writes a few days later to 
Brett to WHOOKHUWKDWOLYLQJDPRQJWKH6ZLVVPRXQWDLQV³KDVVREURXJKWEDFNP\ORYHRI
nature that I shall spend all the rest of my life²WUHNNLQJ´(³7R'RURWK\%UHWW´2FW
1921, 287-88). 
Mansfield did spend the remainder of her life, now severely afflicted by the 
tuberculosis that would kill her in January 1923, engaging with animals in both her 
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surroundings and her stories. From Paris on 26 February 1922 she writes to Brett that 
VKHKDVILQLVKHG³7KH)O\,´ZKLFKGHWDLOVD³SOXFN\´ (479) insect¶VVWUXJJOHDJDLQVWD
businessman who drowns it in blots of ink, killing and then disposing of it ³LQWKHZDVWH-
SDSHUEDVNHW´ (47KRXJKLWSHUKDSVMRLQV³Mr. and Mrs. Dove´LQLWVuse of a winged 
creature in an obviously symbolic way²WKHIO\¶VEDWWOHKDVEHHQUHDGDVsymbolizing 
WKH³inhuman effects of the First World War´ (Alpers, 576-77)²the story also presents 
WKHIO\¶Vbehavior and imagines its experiences: in recovering from its initial fall into the 
LQNSRWWKHIO\³EHJDQOLNHD PLQXWHFDWWRFOHDQLWVIDFH´ 0DQVILHOG³7KH)O\´ and 
UXEEHGLWVIURQWOHJV³MR\IXOO\,´RQO\WREHVWXQQHGE\WKHbusinessman¶VEORWRILQNVR
WKDW³WKHQDVLISDLQIXOO\LWGUDJJHGLWVHOIIRUZDUG.´,QWKHVDPHOHWWHU, Mansfield 
sketches what wouOGEHKHUODVWVWRU\³7KH&DQDU\´ 
I think my story for you will be about Canaries. The large cage opposite 
has fascinated me completely. I think & think about them²their feelings, 
their dreams, the life they led before they were caught, the difference 
between the two little pale fluffy ones who were born in captivity & their 
grandfather & grandmother who knew the South American forests and 
have seen the immense perfumed sea . . . Words cannot express the 
beauty of that high shrill little song rising out of the very stones. It seems 
one cannot escape Beauty²it is everywhere. (³7R'RURWK\%UHWW´)HE. 
1922, 76) 
The completed story, which details a woman coming to terms with the death of her 
canary, once again employs a human-animal relationship to explore death and grief. But 
0DQVILHOG¶VOHWWHUPDNHVLWFOHDUWKDWWKHVWRU\RULJLQDWHGIURPDQLQWHUHVWLQWKH
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experiences of canaries themselves, as seen in her attention to differences between 
wild and captive creatures. When we read in the story that the womDQ¶V³EUHDVWIHOW
KROORZDVLILWZDVKLV>WKHFDQDU\¶V@FDJH,´ZHEHFRPHDZDUHRIWKHLUFORVHDIILQLW\DV
well as the asymmetry in this domesticated arrangement (³7KH&DQDU\´ 513). There can 
be OLWWOHGRXEWWKDWWKHFDQDU\KDVSHQHWUDWHGWKLVZRPDQ¶VLQQermost feelings, even as 
it is suggested that such feelings had trapped this bird within a distinctly human realm. 
As such, the story HFKRHVWKHGXDOSDWKRVRI0DQVILHOG¶V³0LVV%ULOO,´IRUZKRPZHDULQJ
IR[IXUJLYHVWKHIHHOLQJWKDW³VRPHWKLQJJHQWOHVHHPHGWRPRYHLQKHUERVRP´HYHQDV
the story records a kind of shared pain between the lonely woman and the dead fox 
(251)³7KHER[WKDWWKHIXUFDPHRXWRIZDVRQWKHEHG6KHXQFODVSHGWKHQHFNOHW
quickly; quickly, without looking, laid it inside. But when she put the lid on she thought 
VKHKHDUGVRPHWKLQJFU\LQJ´ 
Once she arrives at Fontainebleau in October 1922 WRVWD\DW*HRUJH*XUGMLHII¶V
Institute for the Harmonious Development of Man, Mansfield¶V fascination with 
nonhuman environments becomes largely focused on domesticated animals. Not only 
GRHVVKHUHFRPPHQGWR0XUU\WKDWKH³JHWVRPHDQLPDOV´ to aid his wellbeing and his 
work (³7R-00XUU\´2FW298); she also WDNHVJUHDWSOHDVXUHLQ³ORRNLQJ
DIWHUDQLPDOV´DVSDUWRIKHUHIIRUW ³WRWU\	OHDUQWROLYH²really live, and in relation to 
everything²QRWLVRODWHG´³7R66.RWHOLDQVN\´2FW, 304). The observation 
of and caring for animals fosters her desire for a more intimate relationship with them 
and a greater knowledge of their lives:  
I must tell you, darling, my love of cows persists. We now have three. 
They are real beauties²immense²with short curly hair? fur? wool? 
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between their horns. Geese, too, have been added to the establishment. 
They seem full of intelligence. I am becoming absorbed in animals, not to 
watch only but to know how to care for them & to know about them. Why 
does one live so far away from these things? Bees we shall have later. I 
am determined to know about bees. (³7R-00XUU\´1RY325)  






lHWWHURXWOLQLQJWKH³SURFHVVRIEHFRPLQJWKHGXFN.´7KH difference is that in the earlier 
VWDWHPHQWWKH³GXFN´ZDVDOZD\VDOUHDG\ILJXUHGLQOLQJXLVWLFWHUPV³:KHQ,ZULWHDERXW
GXFNV´EHJDQWKHSDVVDJHWKDWZRXOGHQGin Mansfield asserting the way her aesthetic 
creation exceeds VXFK³REMHFWV´WREHFRPH³more duck, more apple or more Natasha.´
,QFRQWUDVW0DQVILHOG¶VXVHRIWKHYHUE³DEVRUEHG´²derived from the Middle French 
absorbir and Latin DEVRUEƝUH, and PHDQLQJWR³VZDOORZ´RU³GHYRXU´ ²implies a 
consuming of the human by the animal and, therefore, a reversal of the common 
anthropocentric relationship. The 19 November 1922 letter describes a form of 
becoming that precedes writing, or, put differently, that creates the very conditions for its 
possibLOLW\$VVKHQRWHVLQRQHRIKHUODVWOHWWHUVWR0XUU\³,NQRZWKDWRQHGD\,VKDOO
ZULWHDORQJORQJVWRU\´EDVHGRQ³WKHPRVWKDSS\IHHOLQJVOLVWHQLQJWRWKHEHDVWV	
ORRNLQJ´6 Dec. 1922, 331). 
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0DQVILHOG¶VDEVRUSWLRQwith animals from the time she arrives in Switzerland in 
May 1921 provides a different perspective on a period often characterized E\KHU³IUHVK
VSLULWXDORULHQWDWLRQ´LQUHVSRQVHWRWKHLOOQHVVWDNLQJKROGof her body (2¶6XOOLYDQDQG
Scott, qtd. in Mansfield, Letters 4 213). Beyond a concern with her own mind, soul, and 
ERG\0DQVILHOG¶Vengagement with animal worlds instead reminds us that her final 
years and months were, as she notes in her journal in October 1922, spent longing to 
PDNH³FORVHFRQWDFW>ZLWK@ZKDW,ORYH²the earth and the wonders thereof, the sea, the 
sun. All that we mean when we speak of the external world. I want to enter into it, to be 
part of it, to live in it, to learn from it, to lose all that is superficial and acquired in me and 
to become a conscious, direct human being´Notebook 30 287). More than simply 
indicating KHUZRUOGYLHZ0DQVILHOG¶VFRQFHUQZLWKWKHHQWDQJOHPHQWRIKXPDQDQG
nonhuman life should be understood as deeply affecting her writing and the 
development of her modernist aesthetics. 0DQVILHOG¶VFDUHIXOREVHUYDWLRQV of animals 
and creative encounters with them suggest that literature, rooted in linguistic structures 
that have traditionally been seen to divide humans from other species, may actually 
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 In Katherine Mansfield: A Literary Life, 6PLWKH[SODLQVWKDW0DQVILHOG¶VOHWWHUWR%UHWW
VKRZV³KRZFORVHVKHVWLOOLVWRD)DXYLVWDHVWKHWLF´7KHWHUPIDXYLVPKDVLWVRZQ
strong creaturely connotations, deriving from the French fauve, PHDQLQJ³ZLOGDQLPDO.´ 
5
 Matthews is influenced by the QRWLRQRI³EHFRPLQJ´DUWLFXODWHGE\'HOHX]HDQG
Guattari. His essay opens with an epigraph from A Thousand Plateaus that proposes 
cross-VSHFLHVHQWDQJOHPHQWVWKDWDUHEDVHGRQ³DOOLDQFH´DQG³WUDQVYHUVDO
communications´ (263) UDWKHUWKDQ³UHVHPEODQFH´ (262), ³LPLWDWLRQ,´RU³LGHQWLfication.´ 
However, Matthews overlooks an allusion Deleuze and Guattari make, via a review by 
9LUJLQLD:RROIWRDSDVVDJHIURP0DQVILHOG¶Vnotebook ZKHUHVKHGHWDLOV³WKHSRRU








wherHDVVKHIHOW³9LUJLQLD:RROIZDVQRWVXIILFLHQWO\SK\VLFDO´Katherine Mansfield: A 
Literary Life 111-12). 
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7
 6HHDOVR0DQVILHOG¶VUHYLHZRI³.HZ*DUGHQV´LQWKHAthenaeum, which describes it 
DV³OHLVXUH>O\@´ ³$6KRUW6WRU\´474), ³SRLVH>G@,´DQG³LQGLIIHUHQW´ (475), a far cry from 
/DZUHQFH¶VYLVFHUDODQLPDOLW\ 0DQVILHOGPD\KDYHVSDUNHGWKHLGHDIRU³.HZ*DUGHQV´






the content through which ethological, fictional, and all other narratives get sorted and 
VKHOYHGDVWKHSROLWLFDOSUREOHPVRIUHSUHVHQWDWLRQ´ 
9
 Sentimentality was one of the features Mansfield appeared to dislike in the animal 
writing of her literary antecedents, as evidenced LQKHUUHYLHZRI-RKQ*DOVZRUWK\¶V
Moods, Songs and Doggerels 4XRWLQJIURP³7R0\'RJ,´LQZKLFKWKHVSHDNHU
SURIHVVHVWKDW³WKURXJKWKHDJHVZH¶OOUHWULHYH (DFKRWKHU¶VVFHQWDQGFRPSDQ\,´VKH
FXWWLQJO\UHPDUNV³0U*alsworthy is wise in that he avoids all mention of the word 
µSRHWU\¶LQFRQQHFWLRQZLWKKLVYHUVHV´³0RRGV6RQJVDQG'RJJHUHOV´429-30). 
10
 0DQVILHOG¶VIRQGQHVVIRU5RPDQWLFSRHWU\LVZHOO known, with critics such as Kobler 
HYHQDVVHUWLQJWKDW³0DQVILHOGZDVD:RUGVZRUWKLDQURPDQWLFDUWLVW´:KLOHVRPH
RIKHUHDUO\ZULWLQJVPLJKWVXSSRUW.REOHU¶VFODLP²and it is clear she was influenced by 
her reading of the Romantics²to categorizH0DQVILHOG¶VDSSURDFKWRQDWXUHLQWKLVZD\
as this essay shows, is at odds with the development of her modernist aesthetics. 
11
 Kaplan draws out the differences in the gendered dimension between this scene and 
0XUU\¶VPDVFXOLQH³HMDFXODWRU\´GUHDPVHTXHQFHVLQThe Things We Are (151). 
12
 Despite its feminine signification, ³GXFN´ has long been associated with masculinity 
and war, which can be seen in the many duck metaphors that ³originate in military 
terms´'H5LMNHDe Rijke H[SODLQVIRUH[DPSOHWKDWLQWKH)LUVW:RUOG:DU³Duck 
cloth is the hardwearing cotton canvas that sea bags and boat covers were made of. 
Duckboard is military planking, as found in the trenches; a duckboard harrier was a 
messenger; a duckboard glide an after-GDUNPRYHPHQWDORQJDWUHQFK´99-100). 
13
 (OVHZKHUH0DQVILHOG¶VVWRULHVdisplay a creatLYHIDVFLQDWLRQZLWKQRWLRQVRI³VDYDJH
origins,´DVVKHSXWVLWLQ³7KH$GYDQFHG/DG\´. Dilworth shows how monkey 
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ILJXUHVDUHXVHGLQ³%OLVV´WRVDWLULzH³DHVWKHWLFDOO\FXOWLYDWHGSUHWHQWLRXVVRSKLVWLFDWHV´
even as they PDUN³WKHPRPHQWRXVLPDJLQDWLYHFKDQJHEURXJKWDERXW´E\'DUZLQ¶V
theory of evolution (144).  
14
 By contrast, WKHRQO\PHQWLRQRIVKHHSLQ³3UHOXGH´takes place within an economy of 
classification and a human-centeUHGSHUVSHFWLYH³:KDWLVWKHGLIIHUHQFHbetween a ram 
DQGDVKHHS"´ Kezia asks. 7KHDQVZHU³:HOODUDPKDVKRUQVDQGUXQVIRU\RX´ 
15
 0DQVILHOG¶VIRFXVRQ)ORUULH¶VWKRXJKWVDQGIHHOLQJVPD\KDYHEHHQLQIOXHQFHGE\WKH
birth of the arrival of two kittens, Wingley and Athenaeum, in 1919. At the same time 
that she started ZRUNRQ³$WWKH%D\´VKHZDVUHFRUGLQJQRWHVRQWKHNLWWHQV¶ behavior in 
her notebooks. For example, she describes $WKHQDHXP¶V³IDLQWZKLVSHULQJ´DQG³WLQ\
IRRWSULQWV´ (158) DQG:LQJOH\¶VUHDFWLRQWRWKHUDLQ³GHOLFDWHO\ lifting his paws, pointing 
his ears, very afraid that a big wave will overtake him, he wades over the lake of green 
grDVV´Notebook 42 159).   
16
 Fabre goes on to describe KRZ³WKHOLWWOHJUH\OL]DUGDQGWKHDQW´DUH³WKHILUVWWRFRPH
to the living feast DQGWKHPRVWHDJHUDWWKHVODXJKWHU´RIFULFNHWVKHLVEUHHGLQJLQKLV
JDUGHQ0DQVILHOG¶V27 September 1920 letter to Murry follows a similar pattern by 
introducing lizard, ant, and then wasp. 
17
 As Alt notes, :RROI¶V³QHZQDWXUDOLVW´FKDUDFWHU5DOSK'HQKam uses field-glasses in 
Night and Day (155). Given that Mansfield read and reviewed the novel (VHH³$6KLS´), it 
LVSRVVLEOH:RROI¶VGHVFULSWLRQRIILHOG glasses left a lasting impression on her.  
